This volume, exemplifying a truly interdisciplinary approach to research and examining ancient Greek drama as perceived and performed in the twentieth century, features essays by forty contributors whose specializations include classical philology, philosophy, anthropology, sociology, semiotics, theatre history, performance studies, comparative literature, cultural studies, ®lm studies, gender studies, and literary theory. The book's breadth is further enriched by its cross-cultural diversity, manifested in discussions of speci®c productions from Britain, the Czech Republic,
history of the extant Greek plays reaches back to within a few years of their inaugural stagings, the examples necessarily will become rarer, and their evidence more elusive; but the rewards of such discoveries, (re)placing classical Greek theatre, will be proportionally high. If the number of recent publications is any indication, interest in late medieval theatre is undergoing a revival. The abundance of the material presented here suggests that scholars are keen to know more about the European medieval theatre in its religious, literary, and social manifestations. Stating the importance of medieval theatre as seen within the social constructs of urban life (the Church, the guilds, town councils, and various confre Áries), the introduction strikes the right interdisciplinary note. Hindley admits his aim is to give the impression of variations on a theme rather than a droning monochromatic chord.
Drama and Community: People and Plays in Medieval Europe (Medieval Texts and Cultures in Northern Europe
In the same vein, Robert Clark claims that`the privileging of the text by traditional literary scholarship has given way to an interest in the dramatic event in all its complexities as collective experience ' (p. 34) . The dif®culty is that in the presence of an actual text, one inevitably gravitates towards literary analysis. Clark's attempt to penetrate medieval mentality' through his reading of the Miracles de Notre Dame par personnages suggests the perils of straying too far from concrete source material. For example, commenting on supposed audience response, Clark makes the following assertion:`We have seen . . . that confraternity members were required to attend the annual banquet, pay the entrance fee (at least in some cases), and give alms. But at the same time, each of them brought his or her subjectivity, actively fashioning it by engaging in the collectivity's practices ' (p. 45) . How does one fashion one's subjectivity?
Much more instructive are the papers that either read and interpret plays, or interpret archival material relating to plays and their performance. Lynette Muir, Graham Runnels, Frederick Langley, Alan Knight, Wim Hu Èskin, and Alexandra Johnston make valuable contributions to our knowledge of a wide selection of`mimetic' activities in the context of late medieval life. These run the gamut from a`political' reading of Adam de la Halle's famous Jeu de la Feuille Âe to the role played by the`Chambers of Rhetoric' in Dutch-speaking countries. Runnels points out in his fascinating study that the importance of drama as a tool of the medieval`mass media' is rarely, if ever, included in standard histories, and this in spite of the social, religious and commercial importance of medieval play performance. Finally, Alexandra Johnson's essay`English Community Drama in Crisis 1535±80' looks at the decline of medieval theatre in Reformation England. Her study brings us to the dawn of the Elizabethan era and the birth of a new kind of theatre. This well-presented and well thought-out collection provides plenty of information and a good cross-section of current research on the importance of drama in late medieval culture. Books in the Preface series are designed, says Stevie Simkin, to introduce a writer`via a biographical sketch and a survey of his or her cultural and social context'. Readers are encouraged to`root their understanding of the texts in the period in which they were produced'. So we begin with Marlowe and then go on to his`time'. Both of these early chapters display the best things about the book. There is careful guidance through the historiographic layers that constitute Marlowe's`life' and, more particularly, death. The insistence on the otherness of Elizabethan culture is commendable, especially with the link through to a description of the in¯uence and status of Tillyard's Elizabethan World Picture. Later on we are encouraged to understand Elizabethan modes of playing and personation, and usefully we are warned off approaches to the plays which depend too simplistically on realist characterization (a warning that still ± even now ± cannot be made frequently enough, even to grown-ups). In other words the book is strong on the need to emphasize the cultural difference of its subject matter. And, as an undergraduate textbook, it is also strong on its mode of delivery: Simkin's prose is¯uent and patient, even sometimes pedestrian, but always clear; and he synthesizes well diverse materials which range from an overview of Elizabethan culture to an account of editorial problems around Dr Faustus. Less successful is his shift from these more`literary' areas to the more speci®cally dramatic analysis which some account of the plays might involve. The division that I think I see here is, of course, fairly widespread in the way we do literary and dramatic studies, compounded by a notion of`practice' that cannot read plays. In what I call the`literary' mode, Simkin's way with Marlowe's plays is to tell the stories, make a few observations about, say, the development of blank verse (which he does rather well), and then to describe how matters were handled in modern production (usually by the Royal Shakespeare Company). It is at this point that the book's subtlety around cultural otherness gets displaced by an image of the RSC spear-carriers¯apping around in leather jodhpurs being tribal. For the RSC, far from being an authoritative reference point to illustrate how Marlowe's plays might be done, itself needs to be culturally located. One of the reasons it escapes such treatment is because, in this book ± as indeed in others ± it replaces or shelves the job of doing formal textual analysis. So Simkin can describe Sher's`modern' delivery of Tamburlaine's`Are you the witty king of Persia' without noting that Marlowe arranges the metre that way. Similarly Simkin relates his own attempt to recuperate the`anti-Semitic' Jew of Malta by setting it in the Warsaw ghetto in 1939, though his earlier remarks have observed that the play produces race as constructed ± and, we might add, within a whole range of its own framing devices. It is as if, being confronted with the otherness of Elizabethans, there is a need for modern productions to show us how to deal with Marlowe. That said, however, I welcome Simkin's commitment to understand the varieties of dramatic form, to which end Boal and Brecht also are thrust into the picture. But the approach is still shackled to that all too familiar binary, for and against naturalism. So there remains a need to press further into the territory of formal analysis. With that proviso, the book has many strengths as a literary textbook for ®rst-year undergraduates. It is¯uent and con®dent and synthesizes its material well. It will not take Marlowe studies any further, having the notion of the over-reacher at its heart. But it does solid work without frightening the horses. Now, where did I put those jodhpurs? There was a time, not that long ago, when it was possible for editors of Shakespeare to discuss Othello, The Tempest, The Merchant of Venice, Titus Andronicus, and Antony and Cleopatra, without adverting to questions of race and representation, and`race' remains a touchy subject, as witnessed by its appearance¯anked by the clothespins of quotation marks in the editorial note to this volume. The essays themselves, all but two reprinted from Shakespeare Survey, vary markedly in approach and emphasis. The two specially commissioned contributions, an artful introductory`survey' chapter by Margo Hendricks and a cogent account of`Othellophilia' by Celia Daileader, are more than matched by a formidable line-up drawn from earlier volumes of the journal.
In her engaging opening essay, Hendricks refers to Gerald Bentley's 1958 edition of Othello as`striking in its near total inattention to Othello's skin colour' (p. 1), before going on to chart an increasingly rigorous critical attention to such matters. This authoritative overview is immediately followed by Bernard Harris's`A Portrait of a Moor', which, coincidentally, dates from 1958, and which, for all its faults and failings, signals a shift in Shakespeare studies as far as consideration of context and history is concerned. Thereafter, the place of`the Moor' in Shakespeare, previously peripheral, is, if not assured, at least progressively problematized. G. K. Hunter's 1964 study of`Elizabethans and foreigners', which inaugurates a fresh phase of scholarship, focuses on`the foreign' more generally, and ultimately leads to Stephen Greenblatt's notion of Renaissance self-fashioning through the interface with Otherness. Among the ensuing essays, interventions by Wole Soyinka, Jonathan Bate, and Ania Loomba stand out as decisive, revealing the extent to which postcolonial theory and cultural studies have impacted upon Shakespeare criticism.
In the conclusion to his ludic assessment of the eighteenth-century appropriation of the Bard as a tool of empire, Michael Dobson rather naughtily names Shakespeare`Britain's national Willy' (p. 121). Paradoxically, despite Dobson's witty piece, there is a near total inattention throughout to the question of`British' national identities that have taxed and vexed commentators in recent years. Instead, there is an assumption that Shakespeare is incontrovertibly`English', even`Elizabethan', which is evidently only half the story. In Ulysses, James Joyce alluded to`Patsy Caliban, our American cousin', and new work on Shakespeare and Ireland, not to mention Scotland and Wales, has underlined the parallels between images of the so-called`New World' and depictions of the non-English inhabitants of the nascent British state.
For example, it was once perfectly feasible to read The Tempest in terms of pastoral and romance, and effectively to discount any colonial dimension, or at least to limit any reference to contemporary maritime ventures. It is harder to do so now because there is a growing body of work that argues forcefully for such a colonial context, and not just in terms of contemporary events, but in relation to the play's politics and reception. And when The Tempest ®nally, and fully, was co-opted into a colonial paradigm it was one initially located`beyond Britain'. But if we take on board successive studies by Paul Brown, David Baker, and others, then there is palpably an Irish dimension to the drama, implicit in the fact that the Ulster Plantation coincided with the shipwreck of the Sea-Adventure off the coast of Bermuda. If the story of Shakespeare and race has a British component missing from this nonetheless compelling collection, then perhaps the imminent launch of the proposed British Shakespeare Association will go some way towards repatriating Britain's national Willy. This ground-breaking and scholarly book charts the transition from Renaissance ideas of dramatic authorship to modern ones. How and why was there a shift from a theatre of collaborative authorship, with little value placed on originality or intellectual`ownership', and little stigma placed on appropriation, to a concept of individual authorship and ownership of texts, according to which personal creativity was to be prized above collaboration, and plagiarism despised? Kewes surveys the Restoration debate about playwriting, and the growing tendency to condemn both appropriation and collaboration. She explores developments in the theatrical marketplace which made play texts more widely available, raised the literary status of drama, and enhanced the rewards and prestige of dramatists, She comes to two startling conclusions. First, literary`professionalism' began in the Restoration, not the eighteenth century as previously thought. It makes perfect sense that the emergence of copyright law from 1710 should be the outcome and not just the start of a process. Second, the drama (rather than the novel) was at the centre of the transition to an idiom of originality. Whilst not ®nding this surprising in itself, previously I had been persuaded by the work of Julie Stone Peters (not cited) that the change in authorship (largely) began with Congreve.
Too often accounts of literary shifts are simplistic or schematic. This danger is avoided here. Divergence, unevenness and complexity are not glossed over. On the contrary, quite subtle (and sometimes con¯icting) notions of appropriative licence and limitation are identi®ed, distinct both from earlier notions of imitation and the later cult of originality. The study represents a formidable amount of research. Kewes examines, in addition to better known critical essays, hitherto ignored or misunderstood prefaces, dedications, prologues and epilogues, pamphlets, poems and catalogues (some printed, some in manuscript). She combines thoroughness with an ability to theorize, close reading with an ability to chart developments in politics, economics, theatre and publishing. For example, she discerns in Langbaine's cataloguing of plays a sophisticated theory of literary value. By looking at archive material in a fresh light, Kewes is able to offer a fresh account of the formation of the canon of English drama. Her work impacts on a variety of ®elds apart from theatre studies, from bibliography to Shakespeare studies. I felt humbled by this book and productively challenged. The great merit of this study of the African-American theatre of 1820s New York lies in the wide range of documents which Thompson has discovered, transcribed, and meticulously annotated. In the book's last two thirds he reproduces and explores 134 sources relating either to the theatre founded by William A. Brown or to the later career of James Hewlett, Brown's star actor. These documents reveal the African Theatre to be far more complex than portrayals focusing primarily on the closing of its 1821±2 venue next door to the Park Theatre or on the ®rst performances of actor Ira Aldridge have suggested.
A Documentary
Thompson devotes the ®rst third of the book to an overview of short essays on particular persons, places, and events. Although his primary intent is to collect the source materials, he is happy to tell his version of the African Theatre's story which emphasizes thè boldness of their undertaking and the artistic creativity and business enterprise it showed' (p. ix). As he follows the trail of documents, Thompson moves somewhat abruptly between generalities and speci®cs, but his forthright tone makes the discussion easy to follow, and documents are carefully noted and reproduced later in the book for the reader's inspection. Some might ®nd troubling Thompson's fondness for speculation in the absence of evidence. However, he is careful to identify these discussions as theories rather than facts, and the exuberance with which he hypothesizes highlights important questions about the African Theatre which remain to be answered.
Thompson's documents are arranged chronologically and by subject matter, and range from playbills to magazine and newspaper reports to tax, census, and court records. Instances where sources illuminate one another are carefully noted, and appendices provide a collation of the theatre's actors and repertory and Hewlett's roles and performance venues. Those who read these documents will know everything that I know about the African Theatre and James Hewlett' (p. x), Thompson declares, and anyone exploring this theatre or actor should be pleased that he has collected and shared these primary sources. Strindberg had an enduring fascination with the senses and constantly experimented with ways of incorporating them into his work. Ekman guides us through a number of Strindberg's writings with a view to identifying and analysing the many references therein to sight, sound, taste, smell, and hearing. His deep familiarity with Strindberg's work across a range of genres enables him to trace the development of the role of the senses in Strindberg's úuvre in general, and to bring this knowledge to bear on how Strindberg employs sensory references in the Chamber Plays, the bulk of Ekman's analysis.
Ekman's strategy is to start with early examples of Strindberg's literary engagement with the senses, from works before and during the Inferno crisis, and show how these laid the groundwork for a systematic and sophisticated incorporation of sensory references in the Chamber Plays. Ekman thus makes a strong case for these plays as the culmination of Strindberg's obsession with the senses. He also notes that plays like The Ghost Sonata repeatedly challenge the traditional theatrical emphasis on the visual and auditory senses in their many references to, and use of, olfactory and taste impulses. Touch is perhaps the`last frontier' in theatre, but Strindberg found ways of making his audiences aware even of the tactile sense. Above all, he seems to have struggled constantly with the paradox that plagued Maeterlinck and other theatrical symbolists ± how to use the senses more widely and imaginatively to convey a world of the soul even while bound by the very materiality of the stage. Ekman shows how Strindberg developed certain sensory strategies in his works, such as depriving a character of one of his senses or making the audience doubt their own senses, perhaps to offset an abiding distrust of theatrical illusion.
Ekman's work on such sensory devices suggests the potential for a new understanding of Strindberg's modernism and indeed the role of theatre in the development of modernism in general, a long neglected area in histories of the movement. This potential might have been better realized through a different structure, however. Ekman analyses the sensory references in Strindberg's work text by text. While each text is combed exhaustively for sensory references, sometimes we are left with a catalogue of observations without the necessary synthesis of the material. Organizing the book into chapters on each of the ®ve senses might have allowed for more of a unifying thesis and more in-depth exploration of other contexts that relate to this use of the senses, such as Symbolist productions. The omission of the translator's name (Mikael Steene) from the title page is inexplicable; he deserves credit for his excellent work in bringing this useful text to a wider readership. 
Reviewed by Frank Peeters, University of Antwerp
The playwright, poet and essayist Maurice Maeterlinck (1862±1949) is a somewhat problematic ®gure, whose true place in the history of twentieth-century literature is not easily determined. On the one hand, he was admired by contemporaries like Rilke, Mallarme Â, Yeats, Jarry, and Artaud; he is, to date, Belgium's only Nobel Prize winner for literature (1911); he was the inspiration for Debussy's masterpiece Pe Âlle Âas et Me Âlisande; and he is regarded by some as the`prodigal father' of the theatre of the absurd. On the other, he has received nothing like the recognition that has been granted to his better known contemporaries; few are aware that the Debussy opera is based on his play, while Beckett, Ionesco and company have far outshone their forefather and it is they who gave the theatre of the absurd its place in western drama. This study rests on the belief that Maeterlinck was the silent, unassuming force behind what were to be the most far-reaching innovations in modern western theatre. At the same time this is the ®rst book-length study of Maeterlinck's theatrical works intended for an Anglo-Saxon readership to appear in the last ten years. In it we are shown how his earlier, nineteenth-century plays provided a rich source of inspiration for a number of dramatic experiments that were to have a lasting in¯uence on modern theatre.
In the ®rst place the author discusses the introductory Symbolist period which reaches a brief climax in La Princesse Maleine (1889), which, thanks to Octave Mirbeau's dithyramb in Le Figaro (Mirbeau proclaimed Maeterlinck superior to Shakespeare), won him a place among the Parisian ± and hence European ± literary avant-garde. We are given an in-depth analysis of the poetical debate conducted by the symbolists over theatre, where Maeterlinck's key-text`Menus Propos: Le The Âa Ãtre' (1890) provides a highly personal prospective that was to pave the way for the anti-theatre of Jarry ± Artaud ± Ionesco. There follows, besides Pe Âlle Âas, an analysis of Maeterlinck's early one-act plays Les Aveugles, L'Intruse and Inte Ârieur, as examples of his dramatic theory. In the ®nal chapter the values behind and the importance of Maeterlinck's theatre are brought into direct relation with his dramaturgical poetics (`Le Tragique Quotidien') where, far from presenting a purely artistic credo, Maeterlinck tries to offer the modern individual a philosophical charter.
As expected, the author does his utmost to convince us that Maeterlinck had a crucial in¯uence on the twentieth-century western repertoire. Through an intelligent, subtle, and highly detailed analysis he succeeds in awakening the reader's curiosity towards these largely forgotten texts: this is no mean feat in the academic world where such studies tend to appeal to only a handful of kindred spirits. Nevertheless the underlying thesis, that Maeterlinck is the writer who,```pre-emptively echoes'' his successors' (p. 255), is a conjecture that holds only in so far as the reader is prepared to follow the author in his elegant apologia. There can be no hard evidence in this game of cause and effect, just as there is no satisfactory explanation why Maeterlinck had so little success on the stage, especially in the ®fties and sixties when two of his apparent spiritual successors, Ionesco and Beckett, were shaking the very foundations of theatre. These remarks, however, take nothing away from the intellectual pleasure I gained from reading this book. Moreover, the numerous translations ± often quite brilliant ± make me look forward to the author translating Maeterlinck himself.
A History of Russian Theatre. Edited by Robert Leach and Victor Borovsky. Cambridge: Cambridge University Press, 1999. Pp. xv + 446 + illus. £55; $99 Hb. Reviewed by Maria Shevtsova, Goldsmiths' College, University of London Histories of Russian theatre are few and far between. Marc Slonim's Russian Theater was published in 1961, and has more or less gone underground. Harold B. Segel's TwentiethCentury Russian Drama appeared in 1979, and was upgraded in 1993, although the added material was still primarily literary, as Segel's title, in fact, implies. Leach and Borovsky's book is certainly welcome not only because it ®lls a screaming need, but because it goes beyond the text-based province of drama into the much larger world of the theatre where, productions, performances and performers ®ll the stage: the living stage, not the word, however living it may be, is the focus of this volume.
The editors have also taken the daring, but necessary, step of combining`western' and Russian scholars, irrespective of the logistical dif®culties ± not to mention the problems of translation ± involved in such an enterprise. This means that they have been able to include a small part of Anatoly Altschuller's quite remarkable research on actors and acting in the nineteenth century, for which he has received due recognition in Russia, but which, like so much Russian research, does not enjoy an international, audience. They have also showcased the work of the redoubtable Inna Solovyova, a theatre historian whose range and erudition have won her the immense respect that she deserves ± but not outside what was once known as the`Eastern bloc'. Solovyova is here represented by her study of theatre and socialist realism to which she brings a number of insights into the social context ± its values, as well as fears ± that generated an aesthetic totally inseparable from its time (1929±53).
Anatoly Smelianksy, on the other hand, has managed to become known beyond Russia (certainly in France, Britain and the United States). He demonstrates his characteristic sarcastic brilliance in an essay on the Russian theatre`in the post-communist era'. I ®rst heard this as a lecture in Paris in 1994, but it has lost none of its edge in a foreign language, nor any of its immediacy in a period that seems light years away from the collapse of the Soviet Union. Smeliansky's brief account of the new generation of great directors, notably Lev Dodin and Anatoly Vasilyev, who rubbed shoulders with Efros, Efremov, Tovstonogov and Lyubimov before assuming their mantle, takes the book into the twenty-®rst century, even if a younger breed of practitioners has emerged to challenge the achievements of their illustrious predecessors. And, of course, there is Borovsky himself, who now works in London. His contributions to this collection cover little-explored areas, observations on the theatre of the eighteenth century being particularly interesting.
The book contains essays by Slavists and/or theatre specialists familiar to readers in Britain and North America (Catriona Kelly and A. D. P. Briggs, for example, and Jean Benedetti and Spencer Golub). While most of them draw on their de®ned ®elds (thus Benedetti on the Moscow Art Theatre, or Leach on Revolutionary theatre), they avoid mere repetition. An important book, it really ought to go into paperback to become accessible to students.
Revolutionary Acts: Amateur Theater and the Soviet State, 1917 State, -1938 . By Lynn Mally. Ithaca: Cornell University Press, 2000. Pp. 250 + illus. £29.50 Hb.
Reviewed by Spencer Golub, Brown University
A broadside published by the new Soviet state's cultural ministry in 1919 proclaimed that the revolution loves the theatre' (p. 17). However, this love was conditional and anxious for both the governing and the creative parties, who wondered`what happens when the revolution ends?' (p. 44) The state encouraged`autonomous action' (p. 15) among proletarian amateur artists in the ®rst¯ush of the revolution's`emancipatory power' (p. 17), while worrying that new-found self-expression and independent-mindedness might quickly assume a purpose and momentum of its own. The ongoing societal debate that pitted spontaneity' against`consciousness' in the wake of the revolution, by the 1930s led the amateur movement in Soviet theatre to be of®cially attacked under the one-size-®ts-all rubric of`formalism' and led amateurism to be absorbed into a state-controlled network of re-valorized cultural professionalism.
As in her earlier and related book, Culture of the Future: The Proletkult Movement in Revolutionary Russia (1990) , Mally is a good and careful guide through the heady and hazardous sea-changes in Russia that saw the relative egalitarianism of the 1920s revert to hierarchical social and cultural principles in the 1930s. Her current study, for which she has again conducted meaningful research in Russian archival and library sources, focuses exclusively on the Moscow and Petrograd/Leningrad amateur theatres as a collective`mirror to Soviet cultural transformations' (p. 2). The proletariat and those intellectuals who theorized about and, in Meyerhold's case, technically in¯uenced and helped to sponsor these new, community-based, workers' club ± and factory-housed theatres, embraced the notion of a worldwide arena for the new historical actor. However, some intellectuals saw the movement as further evidence of societal de-stabilization and anxiety, as a`fever' and even a`psychosis' (p. 18). This`fever' was evidenced by the fact that`by the late 1920s trade unions alone supported a national network of some 12000 amateur stages' (p. 3).`Psychosis' described the mutual distrust that characterized relations between the intelligentsia and the proletariat, the proletariat and the peasantry and the state's efforts to control the very cultural enterprises (with their socially and politically unreliable youthful participants) it had encouraged to seek expression.
These`do-it-yourself ' theatres (p. 11) battled through the Russian Civil War, the New Economic Policy and the First Five-Year Plan to achieve a more public and activist role for the performer, who was, in many cases, playing a version of his and his audience's young worker self in the form of a politically evolved social mask rather than as a Stanislavski-bred, psychologically real character. The agit-prop play and the agitational trial, the mass action (an often mixed-media festival play) and the living newspaper (a form that was highly in¯uential in the west) improvised and montaged events on a small and also a large scale. The two most successful, most in¯uential amateur theatres in the 1920s were the Moscoworiginated and widely duplicated`Blue Blouse' troupe, which derived its name from the blue work shirts its performers wore, and TRAM, the Russian acronym for the Leningrad Theatre of Working-Class Youth. Blue Blouse attracted celebrated writers like Sergei Tretiakov and Vladimir Mayakovsky to its fast-paced living newspaper presentations and published its own journal. TRAM, whose original plays were written in the language of the Soviet worker youth on whom they focused attention, enjoyed a national reputation and by 1928 was able to offer its members full-time theatrical employment.
As theatre workers gave way to agitational`shock workers' in the 1930s,`Blue Blouseism' became another name for`formalism', and entertainment, even in the name of education, was no longer much of an issue. The state attacked the anti-authoritarian spirit of its own First Five-Year Plan, and the agitational brigades regarded their audiences not as mirror-images of themselves, but as potential enemies. Ironically, theatre became less about what it did (function) and more about how it looked (form) in the Stalinist state-wide panopticon.`The Soviet people', whose will the new theatre expressed, became conceptually vague and generic in a time that saw no practical contradiction between abstraction and concreteness and no need for`amateurism' under any approved name.
Mally's book clearly lays out the historical record without much theoretical or linguistic spin. More could be done with the implications of`amateurism' and with the spatial semiotics of performances produced without stages and outside traditional theatrical venues (Victor Turner is brie¯y mentioned). Like her subject, the author is often more educational than entertaining. Anecdotal information is sparse, as are detailed descriptions of theatrical performances or lively portraits of the tale's players, very few of whom (notably, Meyerhold here in a supporting role), will be recognizable to the non-specialist. Mally seems less interested in breathing life into the theatrical movement she describes than in composing an historical narrative that tracks, and this, her book accomplishes. Pieces of what she describes are available in other English-language sources on the theatrical culture of this period (Deak, Kleberg and Rudnitsky, among others), but it is good to have so much of this now all in one succinct account. The Russianist will overlook any overlap and will ®nd this book to be (in Soviet parlance)`useful', as will the general theatre historian who may be hearing some or much of this for the ®rst time.
The Trickster Function in the Theatre of Garcia Lorca. By Sarah Wright. London: Tamesis, 2000. Pp. ix + 149. £35 Hb.
Reviewed by John Clifford, Queen Margaret University College, Edinburgh
What is admirable about this book is the way Wright plunges fearlessly into the most tangled surrealist thickets of Lorca's most obscure and dif®cult imaginings, which she elucidates with scholarship, intelligence, and a most impressive array of post-modernist references. She is absolutely right to assert the importance of a whole array of Lorca's theatrical works that, in the past, have been dismissed as marginal. She is absolutely right, too, in her conclusions that`Lorca remains a testing ground for new ideas' ± ideas whose intellectual scope she has impressively widened in her study ± and`a space for the exploration of the most powerful concerns of our culture ' (p. 128) . And yet I am afraid my heart sinks when I contemplate her title; and it sinks even further when I contemplate the book's contents. Meanwhile, my intellect wanders in cold admiration among her fascinating museum of themed exhibits. The book began life as PhD thesis; there is a profound contradiction at the heart of the notion of studying what Wright absolutely correctly identi®es as`transgressive moment[s]' (p. 126) through so utterly nontransgressive and non-playful means. The same contradiction is in the title: only a moment's exposure to Lorca's`trickster' makes it abundantly clear s/he has no function, is no part of a machine. S/he is rather an exquisite¯ower, a¯ower with petals of steel, seeking to destroy the works. S/he is a provocation, an enticement, a howl of protest against an oppressive, silencing world. S/he changes shape, changes gender, is a storm raising clouds of hallucinogenic dust: and there in the midst of tempest, is Wright, immaculate in academician's uniform, classifying, ordering, grading. It is an impressive pedagogic spectacle; but the language and the form Wright employs barely scratch the surface of Lorca's emotional and imaginative depths. It is unfair to single out Wright for censure; she does an excellent job within its limits. But what is really needed is a new form of discourse. It has been a paradoxical feature of some repressive authoritarian regimes that they have allowed theatre a degree of liberty that other critical expressions were not given. It was true in Chile under Pinochet, for example, where an enormously inventive theatrical community constantly devised new ways of representing their hostility to the regime . The same was not true of Franco's Spain, where censorship and control were exercised with an exemplary ruthlessness, as London's book quite clearly demonstrates.
The decade of the twenties and thirties were an active and vital period for Spanish theatre. Barcelona attracted European actors and directors and provided a milieu where young playwrights could adapt and respond to developments elsewhere. The poet Rafael Alberti presented his Iberian versions of Expressionism, while Sender and others introduced the precepts of proletarian theatre and social realism. The short-lived republic of 1931±6 provided a backdrop to the surrealist experimentation of Lorca's El pu Âblico on the one hand and his great peasant tragedies on the other.
All of this was arrested in the most brutal fashion with the defeat of the Republic in 1939. The shutters came down with a loud crash and Spain enclosed itself in an atmosphere of suffocating moralism combined with repression and fear. London, however, addresses the whole period as if it were a continuum, not marked by this catastrophic crisis in Spanish cultural and political life.
It seems obvious that the combination of fear and a rigorous Index would produce à domesticated', moralistic and reactionary theatre, shorn of both questioning and experiment. Many European playwrights were admitted ± from Priestley and Coward to de Filippo, Bernanos and Maugham ± but even their work was often cut or rendered safe in the translation. In any event, many of the plays that London lists here will be unfamiliar to a late 1990s audience, so the detailed plot issues the author discusses are hard to follow without some introduction to the plays. After the rapprochement with the US (in 1955), the Spanish regime did allow some North American drama onto its boards, but not before emasculating Williams, O'Neill and Miller and besieging their work with sanctimonious religious choruses. More signi®cantly, the playwrights of Spain gained no access to European audiences; who even today has heard of Buero Vallejo or Sastre beyond the Pyrenees? They were the major ®gures of post-war Spanish drama, yet the only contemporary of theirs whose name would be recognized elsewhere would be Arrabal, whose work belonged to Paris and the theatre of the absurd.
It is all the more remarkable, therefore, that the mid-sixties should have begun to produce the radical theatrical currents that would make Barcelona in particular such a rich source of theatrical innovation, with Els Juglars and Els Comediants among others. Sadly, this volume limits its discussions chie¯y to formal theatrical events and the reaction to them of the tiny band of critics writing within the constraints of a censored press. It would have been far more instructive to know what was not shown, what was not allowed into the theatres and what was taking place in the shadows beyond censorship. In the meantime, an exploration of the work of Buero and Sastre could have told us a great deal about the struggles of those seeking to make public utterances where all around was silence. It would also have made it possible to ®nd echoes of the Spanish experience in the struggles of theatre workers in other dictatorial regimes. At age nineteen Walcott published his ®rst book, 25 Poems. Reading them, Frank Collymore, editor of Bim, declared that the writer`belonged to a select band who are poets from birth; to them poetry is all in all, the very breath of life'. Walcott was born in Castries, St. Lucia, the ®rst of twin boys to Warwick and Alix Walcott. When their father died ®fteen months later, teacher Alix dutifully became breadwinner for Derek, Roderick, and elder sister, Pamela. In 1950 Walcott entered the University College of the West Indies (UCWI), Jamaica, on a scholarship to read English and possibly gain a teacher's Diploma in Education.
I was then a British Council scholar at RADA and nine years Walcott's senior. I had become acquainted with his verse by reading poems on the BBC's Caribbean Voices programme produced by Henry Swanzy. We presented Walcott's drama, Henri Christophe, on radio and after graduating, I staged it in January 1952 at the Hans Crescent Students' Centre in Knightsbridge, selecting actors from West Indian students whom I knew. That summer I went to Jamaica at the Council's invitation to conduct a drama school at UCWI, and in February 1953 Philip Sherlock appointed me to his extra-mural staff to work in drama and support university Resident Tutors in the Caribbean. Living on campus, I met often with Walcott sharing our interest in theatre and the¯edgling university dramatic society.
Multi-talented, Walcott is a skilled water-colourist and has held jobs as teacher, journalist, critic, and play director. He is, however, primarily a poet and dramatist, who composes poems and plays with amazing¯uency, constantly rewriting and re-titling his work to a bibliographer's despair. His creative writing career covers three periods; the ®rst, 1949 ± 58, starts with his ®rst published book of poems, includes his Jamaica years, marriage, and ends with the production in Trinidad of his Drums and Colours, to herald the ill-fated West Indies Federation.
In the second career phase, 1959±77, Walcott relocates to Trinidad, remarries, forms the Trinidad Theatre Workshop, and eventually tours it through the Caribbean. He showcases a production of Dream on Monkey Mountain at the O'Neill Summer Theatre Workshop in Waterford, CT, and wins an OBIE for best foreign play when it is presented off-Broadway with American actors directed by Michael Schultz. The third phase of Walcott's career, from 1977 onwards, ®nds him embracing the once-despised American scene, winning prestigious awards, achieving celebrity status, and crowning his success in 1992 with a well-earned Nobel prize in Literature.
The human story of lives bruised, love cheapened, and careers blighted in the service of acknowledged genius will be viewed differently by the victims. That question Bruce King leaves unaddressed as he seeks`permission' to write this biography, agrees to conditions regarding its content, and relies on his subject's unpublished autobiography for material. One applauds the sheer volume of information King has assembled but is appalled at the number of factual errors (and unsubstantiated opinions) in the segment of which I have personal knowledge. In the limited space allowed, I cite some instances using my When Peter Thomson was writing reviews of Stratford productions for Shakespeare Survey in the 1970s, he saw his job as being`to reproduce in words what it was like to be there, but without ducking away from a responsibility to enter into contemporary debate ' (p. 168) . This is the spirit in which On Actors and Acting is written, and it is deeply pleasurable. Excerpts from some of those seventies Stratford reviews are reprinted here. They appear interspersed with ampli®cations, second thoughts, wry self-criticisms and addenda from an author to whom the issues and arguments of the past still matter today. This sense of ongoing debate is another thing which permeates the book as a whole. Starting with the theatricality of Chaucerian narrative as a paradigm for medieval performance, Thomson explores the theatre's own need continually to re-negotiate its relationships with such shifting terms as`reality' and`nature'. This permeates his essays about Elizabethan rehearsal processes, about the jig, about bigamy and theatre, about several individual eighteenth-and nineteenth-century actors, and about twentieth-century stagings of Shakespeare. Historical practices and personages repeatedly are illuminated by reference to the contemporary, and many of Thomson's throwaway remarks ± such as his comparison between Irving and David Warner ± are worth their weight in gold. It is ®tting that the book's ®nal essay should be about the New Globe and the questions which that raises about theatre history and theatre today, for one of Thomson's key themes concerns the many forms of interplay between the present and the past. (It is an interplay with which he occasionally ambushes the reader: discussing Platter's 1599 account of Julius Caesar, Thomson comments disingenuously that`the new Globe was a greater tourist attraction than the Rose', p. 27.)
The book is also about the interplay between the present and the absent. To`reproduce in words what it was like to be there' (p. 168) is hard enough to do when you were`there' yourself. To write convincingly about actors and acting which you yourself have not seen, about the physical presence of Garrick, Kemble, Kean or Irving, in such a way as to give the reader a sense of the`present-tenseness of the theatrical experience' (p. xiii), is even harder. Peter Thomson has both the scholarship and the style to do it exceptionally well. Ubersfeld's point of reference throughout is the dramatic text, which`precedes and accompanies performance' (p. xvi). Her semiotic analysis of the dramatic text is based on the actantial model of A. J. Greimas, transforming its predominant relation of sender/ receiver/helper to the con¯ictual relations of subject/object/opponent. She introduces the model (chapter 2) and applies it in detail to the concept of`character' in drama (chapter 3). The editors point out that the focus of those, and the following three chapters (on space, time and theatrical discourse) is not limited to the dramatic text (as claimed by Pavis), but extends clearly to aspects of performance. With reference to space, for example, they claim that`Ubersfeld's systematic exploration of the referential, iconic, poetic, and socio-historical networks of theatrical space provide valuable tools for directors and actors whose primary work is, ®rst of all, to construct a concrete space in which physical activities (gesture, movement, etc.) unfold' (p. xviii).
Now that Ubersfeld's book is available in English, it should be possible to put the author's stated aim and the editors' claim of the theories' practical usefulness for theatre artists to the test. Thus, the book may well achieve much relevance for the present and even the future of theatre, in addition to its undoubted role as an important historical document of scholarship in the theory of the theatre. Dancing Texts is an excellent collection of articles, connected by their commitment to writing intertextually about intertextuality in approaches to dance-making and writing. The collection is eclectic, from Sally Bowden's perceptive article on early performances of Petrouchka and the subsequent loss of the original ritual and erotic elements, to Jennifer Jackson's discussion of William Forsythe's work in the light of his interest in other art forms and fascination with current cultural philosophical thought. Naomi M. Jackson looks at Sophie Maslow's The Village I Knew as a`grafting together of different experiences and communities' (p. 100) to construct an American Jewish identity while Sophia Preston uses analysis of dance, music and literature to demonstrate the`rich mosaic of association and references in [Siobhan] Davies's choreography' (p. 54). Sheril Dodds explores the interpenetration of Lea Anderson's choreography and the popular culture movement. All of the articles are thoughtful, well-researched, scholarly and lively. This is an important and eminently readable collection that shows us rather than tells us how complex and in®nite are the elements that create a work of art and how each person creates that work anew by bringing his or her own experiences to bear upon it.
In Researching Dance, the editors provide a sophisticated and literate series of articles that clearly have been curated to lead the reader comfortably through the discovery of the rapidly evolving ®eld of dance research. Perhaps the ®rst work addressed primarily to graduate students, it is a much needed introduction to the often daunting world of theory and critical writing on dance. The work is particularly well organized; in Part I Fraleigh offers a clear and concise look at dance's many facets, introducing what she calls the`family of meanings' (p. 5) that belong to dance: creativity, aesthetics, style, art and entertainment, therapy and healing, education, self-knowledge and development, religion and ritual, and the connection between meaning and context. This is followed by Hanstein's excellent discussion of the sources and purposes of the research paper, suggesting that the goal of research is the creation of new knowledge which often appears in the form of theory. Parts II and III introduce the many modes of inquiry available to the dance researcher. Each article is followed by a set of study questions, research exercises and suggested further reading. These articles are for the most part both accessible and complete, putting each method in its wider context and discussing its potential gaps. Of particular note is the article on`Postpositive Research in Dance' by Jill Green and Susan W. Stinson, comparing the traditional concept of research, i.e., quantitative scienti®c methodology, with the many other qualitative methods available. They note that research in dance requires not only the rigour usually associated with scienti®c inquiry but a sensitivity to the many complex ways that language, events and experience can be interpreted and understood. Steven J. Chat®eld looks at how scienti®c research has often relied on qualitative analysis and Joann McNamara considers how hermeneutics can`facilitate an understanding of dance phenomena' (p. 163), reminding us that our observation and interpretation result from a context of prior experience, learning and expectation. Fraleigh introduces aesthetics in the context of a phenomenological privileging of experience, while Shelly C. Berg looks at dance and historiography, offering her own research of Sada Yacco's in¯uence on early European dance as an example of the fascinating path this kind of research can take. Other important contributions are Joan D. Frosch's work on dance ethnology, Mary Alice Brennan's introduction to movement analysis and Jane C. Desmond's look at feminist inquiry in dance research. John O. Perpener III looks at cultural diversity and dance history research, asking`how art and culture, like other areas of human interaction, can serve as an arena where power struggles over group recognition, representation, and identity take place' (pp. 335-6). He seeks a`broad coalition' of dance researchers who would realign their work across`customary divisions of gender, race, age, and sexual orientation' (p. 347). For Perpener this would also cross disciplines, areas of research and modes of inquiry. In à Uni®ed Field Postscript' the editors note that while dance has become a ®eld in its own right it is a ®eld characterized by difference; they warn that in the future the methodologies suggested here might`splinter into separate disciplines' or`become de®ned and appropriated by other disciplines', and argue for a`uni®ed ®eld of diverse studies' (p. 353) that would continue to be called dance.
These two collections, each indispensable in its own way, remind us that dance is a rich ®eld of study. Hanstein and Fraleigh demystify the practice of research in dance without in any way divesting it of its complexity or`talking down' to the student while AdsheadLansdale offers the best of advanced scholarship in dance. Both collections remind us that as a fundamental form of human expression dance relates to our endeavours to make sense of our surroundings and yet is more than just a sum of these inquiries. While all the ®elds which contribute to dance offer ways of looking at dance, dance research has emerged as an exciting and challenging ®eld in its own right. decolonization, the emergence of a multi-cultural society, minorities and identity, exploitation and alienation. The author's main thesis is that history (or historical and political awareness) drives the creative theatrical forces of the period, either overtly as in the writing of Arnold Wesker, Trevor Grif®ths, David Edgar, Caryl Churchill and others, or by implication, as in the`dramaturgical re¯exivity' (p. 239) of such as Howard Barker, Pinter or Berkoff. Her methodology avoids the narrowly doctrinaire, both in matters of critical approach and ideology. Her central problematic, that of`theatre and society', eschews the strict tradition of French structuralism, espouses the genetic structuralism inherited from Georg Luka Âcs and Lucien Goldmann, the semiotics of theatre as pioneered in France by Anne Ubersfeld and Patrice Pavis, the anthropological re¯ections of performance analysis, and, most particularly, the work of those theorists who, in the wake of Jean Duvignaud, Bernard Dort, Raymond Williams and others, prioritize the interplay between thematic content, dramaturgical form and social reality. Boireau writes with clarity and¯air, combining scholarly thoroughness with a passionate enthusiasm for her subject. The volume is well indexed and has a full bibliography. It deserves high recommendation, for anyone whose French will stand the pace.
The Politics of the Arts in Britain Today. By Clive Gray. Basingstoke: Palgrave, 2000. Pp. xiii + 224. £40 Hb.
Reviewed by Christine Hamilton, University of Glasgow
The shift in public policy from viewing the arts from an aesthetic or personal viewpoint to one where the arts are seen as being a commodity alongside other material goods, is one which has been taking place over the last twenty years. Gray charts this through looking at commodi®cation as a political theory and then identifying how this theory applies to organizational, managerial and ideological change in the arts. As someone who lived through this process in the 1990s in the arts funding structures, I found the analysis of the relationship between the different layers ± national government, the Arts Council of England and the Regional bodies ± the most satisfactory element. His identi®cation of the fragmentation of the sector, the power tensions in the systems and the arts' response ± at all levels ± to the changing ideology of the day does ring true. However, the commodi®cation theory does not really explain why nothing has changed. This shift has not brought about large-scale re-allocation of funding or a re-structuring of the major players. Partly explained by the fact that the process of commodi®cation takes time, it might also be explained by the fact that the arts establishment is just very good at spotting what is needed and responding without actually changing.
By concentrating on the arts as de®ned principally by the Arts Council(s), the whole area of museums and heritage is omitted and it does leave you wondering if this might not have been a more fruitful area to explore ± particularly in the light of prestige projects like the Tate Modern. The other problem with Gray's approach is that ± despite references to the Blair government ± there is no recognition of the re-de®ning of the arts as an instrument of social policy as well as economic policy.
My biggest criticism, however, is that here is an explanation of the politics of the arts in
England with references to other parts of the Britain (and occasionally to Northern Ireland). This is not a narrow nationalistic point: there are some inaccuracies in his exposition in Scotland which are not just irritating but also misleading. For example, local government had a statutory responsibility for the arts prior to 1994 and the main impact of that legislation was to remove a tier of government and funding (and the Scottish Arts Council is known as SAC not ACS). A re-titling is called for. This book and the video designed to accompany it (but apparently sold separately) document six community theatre projects which were realized in various parts of the world in the course of 1997. Their contexts varied widely, ranging from urban ®rst-world locations such as Los Angeles and the western suburbs of Sydney to the environmentally devastated Filipino island of Marinduque and the village of Sigoti in western Kenya. The bulk of the book is made up of van Erven's meticulous accounts of the individual projects, prefaced in each case by an overview of the sociocultural background and a brief history of relevant community theatre work preceding the project being documented. In July 1998 the author and representatives of the companies and organizations involved in the projects gathered in Kenya, under the auspices of an International Drama/Theatre and Education Association (IDEA) world congress, to watch excerpts from the video documentary and to discuss each other's methods of working. The conclusion presumably draws on that discussion, as well as on the author's personal re¯ections, to theorize some of the main issues emerging speci®cally from the projects and, more generally, from the large amount of community theatre activity going on more or less worldwide. One of these issues is the marginality of community theatre within international and national arts hierarchies, re¯ected by a lack of adequate funding and by what the author sees as critical and scholarly indifference in spite of the blossoming of post-colonial theatre and cultural studies. This book will certainly do much, at least, to begin the process of ®lling the gap in the academic study of international community theatre. I doubt, though, that writers on post-colonial drama and performance have been quite so oblivious to community theatre as van Erven suggests. The problem is less to do with the theoretical bent of postcolonial cultural studies generally (though this is no doubt part of it) than, as he glancingly seems to recognize himself, with the fact that because of its very nature and the contexts in which it occurs much of this work simply does not get documented and so does not become accessible for study or critical/theoretical commentary. In this respect the production of a video, alongside the book, is to be applauded and indicates one very important way of giving community theatre work a higher pro®le, at least academically. (However, information on how to acquire the video would have been useful.)
Another related issue raised is that of the aesthetics of community theatre and the role and function of professional artistic practitioners (actors, directors, designers) in such projects. My experience of doing community theatre in Nigeria during the 1970s and 1980s made me very much aware of the need to have artist-outsider`facilitators' (because of what they can offer in giving the material a genuinely artistic expression without which it cannot speak' effectively of relevant experiences) and, simultaneously, of the problem of them silently (and usually unconsciously) setting the ideological agenda. (What happens, for instance, when the community participants want their play to make meanings or convey messages that the artist-outsiders are uncomfortable with? Do they merely`facilitate' the artistically effective communication of those messages? Or do they employ strategies for preventing such meanings coming to the fore or neutralizing them when they do? Much more likely, I think, the latter.) More than once van Erven's accounts of the projects mention the dif®culties and tensions created by the differing perspectives of the professionals and the other participants (as well as, sometimes, differences within these two groups). But his attempt to theorize the issue in his concluding chapter is too brief and unsatisfactory in its evasiveness. Generally, this would have been a better book had its author made more use of his accounts of the speci®c projects to raise and pursue some of the crucial theoretical considerations which he touches on in his conclusion but does not explore adequately. Still, the publisher's blurb is for once quite accurate: this really will bè an invaluable resource' (together, hopefully, with its accompanying video) for anyone wishing to introduce themselves or their students to community theatre around the world. In this, a product of four roundtable discussions at the 1997 Unnatural Acts Conference, editors Case, Brett and Foster offer a collection of essays in a variety of disciplines that confront oppressed, marginalized, and invisible space. Moving between musicology, performance, dance, art history, ethnic studies, women's studies, and anthropology the material here circumvents the boundaries of the individual disciplines to offer the post-disciplinary focus contained in the title.
In her introductory essay Foster de®nes the idea of the`unnatural' as probing`the boundaries between the theatrical and the quotidian' which are`intertwined with the normal' (pp. 4-5) but offer hope of disruption, transgression, playfulness, inquiry, and exposure. As many of the essays document, the idea of the unnatural walks the ®ne line between the conventional and the exotic, a position which very often allows that which is termed un-natural to imitate and, at times, replace the norm. The performances presented here are deliberately unstable, stranded between extremes that are little more than societally constructed categories. Reinforcing this point, Foster draws on de Certeau's notion of strategies and tactics in which the strategic represents the normative state imposed by a position of power whereas tactics`consist in momentary disruptions to the coercive power of strategic structures' (p. 6). While each of the essays foreground the strategic in one way or another, they untimely explore the tactical process of performance. As Elizabeth Wood points out in the eloquent title essay, performance can`give back life to the inanimate' (p. 211) through a process of decomposition that, as Foster points out,`performs a critical inquiry into how and why these bodies make the moves they do ' (p. 9) .
This text is divided into discrete sections, each with its own focal point. In Part I: Conferencing about the Unnatural', Foster sets the tactical tone that is picked up by Amelia Jones and Deborah Wong. Further de®ning the idea of the unnatural, Jones questions where the parameters of this idea are set, and by whom. As this questioning takes shape she addresses an installation piece by Joseph Santarromana by pointing out that the`performative has this capacity of eliciting charged engagements and so of politicizing our comprehension of bodies/selves' primarily because`it speci®cally marks body/self as contingent on body/other and exposes the investments behind every attribution of meaning and/or identity' (p. 13). Wong, in her essay on a performance by Miya Masaoka at UC Riverside, addresses the reception of these performative tactics by starting with an ethnography of reception and moving toward`strategies of engagement and pedagogy' (p. 18). These articles lay the groundwork for an understanding of demarcated, ideological, and subjective performative space that predominates the subsequent essays.
Part II:`Contesting White Spaces', presents four pieces that deal directly with the visible and the invisible, the represented and the ignored. Discussing the interaction of African and European musical heritages in which`European listeners had failed to hear in African performance a truly``musical'' signi®cance' (p. 41), Ronald Radano sets out to offer a`reading of black musical``noise'' that, put simply, aims to unseat the hegemony of difference ' (p. 40) . It is this difference that George Lipsitz picks up on in his historical narrative on the work of jazz musician and composer Julius Hemphill. Working to establish the Black Artists Group, a collection of musicians, poets, visual artists, actors, and playwrights, Hemphill discovered that`we were like a weed in a vacant lot' (p. 59) in which the tenacious struggle to survive is met with resistance and yet the`weed' can`survive and thrive everywhere ' (p. 60) . Discussing the work of painter, sculptor, and performance artist Yayoi Kusama, Kristine Kuramitsu deals with the marginalization and artistic disruption of a Japanese, female,`insane' artist that acknowledged and exploited`tropes that were being written across her body and her work ' (p. 63) . Culminating with Sue-Ellen Case's personal narrative of her experience directing a production of Threepenny Opera in Singapore, notions of resistance and cultural assumptions are made apparent as this section examines the containment and transgression of white space.
Addressing the arena of sexuality Part III:`Acting Manly', presents three essays that deal, either head on or tangentially with the subject of male sexuality. In`The Britten Era' Philip Brett presents an historical narrative on the work of Benjamin Britten in which the composer's often overlooked homoerotic texts lead Brett to conclude that`Britten's artistic effort was an attempt to disrupt the centre that it occupied with the marginality that it expressed' (p. 108). In a clever and unique approach to performance Jeffrey Tobin picks up the mantle of overlooked homoerotic subtext in his discussion of the sexual politics of Argentine Soccer. This section concludes with Timothy Taylor's analysis of public and private space via a discussion of politically motivated recordings by fringe techno artists.
Part IV:`Talking Vulvas and Other Body Parts', offers the most lucid discussion of performative tactics that work to disrupt or supplant normative strategies. In her analysis of Yvonne Rainer's ®lm MURDER and Murder Catherine Lord makes it clear that while the ®lm documents the life of a middle-aged lesbian couple, the experimental tactics of Rainer's earlier work have been replaced by stable characters and a narrative, and, for Lord, visual pleasure. Commenting on Rainer's presence in the ®lm as herself, a lesbian (formerly heterosexual) middle-aged female who displays her mastectomized chest, Lord ®nds`it's the perverse pleasure of seeing a deeply unnatural act, the ghost working the machine . . . she gives us the pleasure of the paradox, playing the ghost that must increasingly irritate because no one wants to admit seeing her' (p. 182). The question of visibility is unavoidable in B. J. Wray's analysis of Shawna Dempsy and Lorri Millan's performance piece We're Talking Vulva in which Dempsey appears as a ®ve foot vulva that raps about the pleasure and power of female genitalia. As Wray draws out of this un¯inchingly visible performance tactic various deconstructive ideas, she animates the instability of performance by concluding that,`the talking vulva remains suspended between a refusal of and a replication of a phallocentric visual economy ' (p. 195) .
Ranging from personal anecdotes to performance description to historical narratives to analysis grounded in critical theory, this volume presents an astonishing array of material. Taken as a whole, this text offers an exploration of subjectivity that moves beyond invisibility and the objecti®cation of the other as the process of speaking from and with aǹ unnatural' body takes centre stage. Dissecting the position of the subject via performative tactics, the essays work to decompose that which is often overlooked and offer directions for further inquiry. As Wood illustrates, this process of decomposition`can thereby effect and perform further acts and ceremonies of composition and allow other possibilities or expansion of understanding and reciprocation to take place within the unstable, asymmetrical categories' (p. 202) that make up the performative space of resistance ± a space that incorporates the position and subjectivity of the viewer.
